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ABSTRACT 

Dada was a collective movement among avant-garde 
artists who rejected the existing culture of post-World War I Europe 
on the grounds that it belonged to the same society that had produced 
she war. This paper discusses Dada typography in relation to 
typography's role and function in the history of printing, the 
changes resulting from the industrialization of the printing 
industry, and the accelerated volume of commercial activity in the 
nineteenth century. Dada typographic experimentation is contrasted 
with traditional typography conventions and is compared with the 
typographic works of the adjacent movements of Futurism and 
Constructivism. The paper describes and analyzes Dada typography and 
its application in various publications and art media in the context 
of the traditional conventions it sought to break and how it broke 
them. Dada's typographic innovations are discussed in terms of their 
initial rejection and eventual incorporation by other movements to 
create the new typography. Twenty-six notes and 11 figures are 
included, and 15 references are appended. (Author/MS) 
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Abstract 


Dada typography is discuss2d in relation to 
tyoography’s role and function in the history of 
vrintinge the changes resulting from the 
industrialization of the printing industrvs and 
the accelerated volume of commercial activity in 
the nineteenth centurye %3da typographic 
experimentation is contrasted with traditional 
typography conventions and is compared with the 
tyoographic works of the adjacent novenents of 
Futurism and Constructivisne This paper describes 
and analyzes Dada typography, its application in 
various publications and art medias in the context 
of the traditional conventions it sought to break 
and how it broke theme Dada*s typographic 
innovations are discussed in terms of their 
Initial rejection and eventual itncorporation by 
other movements ts create the new tynograndhye 
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Introduction 


Modern art has given the typographer and graphic artist 
a visual language of expressions but not without challenging 
the role and function of typography and the traditionai 
conventions of graphic designe AS an art movements Dada was 
a major contributor to the modern revolution in graphic arts 
and designe Nada exninited the exoressive potential of 
typography and graphic designe In contradiction to the 
classical tradition which ideally viewed typography as a 
servant to the written words Oada typography called 
attention to itselfe Dada*s rejection of traditional 
conventions made it easy to dismiss Dada as anarchy or as 
nure Negatione B8ut this marginalization of Dada’s 
contributions fgnores the tifluence that Nada had on later 
developments in twentieth century graphic designe 

In general termse Dada was a collectiv2 novement amony 
avant-garde artists who rejected the extsting culture of 
post-World War I Surope on the grounds that it belonged to 
the same socfety that had produced the ware DIadaists 
included artistSe writerss pvoets and sculptors who rejected 
attempts to convey realism in art and literatyuree Oadaists 
rejected traditional forms of art which they szid were 
oroduced for the bourgeois consumers and rathers sought to 
construct something new which would reflect the chaos of 


soctietyve 


on 


In her books Dada and Surrealism (197839 Jawn Ades says 


of Nadag 

Tt was essentially a state of minds focused hy the 

war from discontent into disgust. This disgust 

was dtrected at the society r«sponsible for the 

terrifying waste of that wars and at the art and 

Dhilosophy which appeared so enmeshed with 

bourgeois rationalism that they were incapvable of 

giving birth to new forms through which any kind 

of protest could be madee In place of this 

Paralysis to which the situation seemed to leads 

Nada turned to the abhsurds to the primitivee or to 

the elementale! 
As a result of this approachs most Dada works seem to be 3 
sensless combination of unrelated elenentse This can 
account for disagreament among art critics and histortans as 
to the nature of Daday as Dada consisted of exneriments 
ahtch borrowed from other movements and combined elements at 
chances so as to strip them of their traditional meaning in 
the context of societye 

Dada writers employed the literary form of the polenic 
manifesto to proclaim their rejection of all tradition and 
conventione The vehicle for their printed manifestoss poems 
and two-dimensional art works was a series of short-lived 
pertodicals»s issued usually in cooperation with a gallerys 
club or other organization wnich supported the avant-garde 
movement in the artse These Dada periodicals were as 
erratic as the Yadaists themselvese They were troubled by 


censorshipe lack of Financial support and the inflationary 


times of post-World War I Furopee The pages of the 
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' Dawn Adase Dada and Surrealisn. Woodbury, NY: Barron's, 
197TB¢ De l2e 


periodicals were an eclectic convergence of nanifestoss 
nonsense and sound poemnse reviews of art works illustrations 
and photoaraphse The periodicals display an interesting 
struggle between the traditional conventions of the print 
wedium and the revolutionary ideas of the Dadaistse It is 
this struggle that is the focus of this studye 

Nada typogravhy is discussed in relation to 
“ypography*s role and function in the histor: of printings 


DSarticularly in view cf the changes resuiting from the 


intustrialization of the printing industry and the 
accelerated votume of commercial activity in the nineteenth 
centurve More specificallvs Daja typographic 
experimentation is contrasted with tradittonal typographic 
conventions and is compared with the typographic works of 
the adjacent movements of Futurism and Constructivisme 
Furthermores this paper describes and analyzes Dada 
tyPpograpdhys its application in various publications and art 
medias in the context of traditional conventions it sougt to 
break and how it broke theme Finally» the problematic 
nature of the acceptance of Dada*s typographic itnovations 
are discusseds tncluding their tnitial rejection and 
eventual ftncornoration by other movements to create the new 


tyvpogranhyVe 


History 


The new vocabulary of typography and graphic 
design was forged during a period of less than 
twenty yearSe The *heroic* period of nodern 
typography may be said to have begun with 
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Marinetti*s Figaro Manifesto in 1999 and to have 

reached its peak during the early *twentiese By 

the end of that decade it had entered a new and 

different phases one of consolidation rather than 

exDloration ant innovatione?2 

Art and printing historian 4terbert Spencer locates the 
revolution of tyoography and granhic design whic'. led to the 
evolution of modern typography fn the first quarter of the 
twentieth century-- specifically within the movements of 
Futurisns Pada and Constructivisme The tyvogranhic 
revolution is located within these novenents because 
Futurisn and Dada attempted to deconstruct the established 
cultural sian system and the accompanying rattonale which 
they associated with the violence of World War Ie 
Constructivisms in turns attempted to reconstruct a new sign 
system stressing the elementale Although thre attempts of 
these movements are largely motivated by nolitical and 
tdeological concerns which can be related directly to the 
times» certain preconditions existed within the orinting 
industry which made the typographic revolution possiblee 
Indeeds the discussion of the revolution in typography which 
exploded the traditional conventions of printing and graphic 
design must be Preceded by a discussion of tro0se conventions 
and their oritginse 

The original objective of the system of nnovable type, 
which is the essence of printings was to imitate as closely 
as Possible the letterfurms and page arrangenent of the 
* Herbert Spencers Ojoneers of Modern Typographye New York: 


Hastings Houses 19699 De 13-6 
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manuscript bookse In thiss Gutenberg and others were 
successfuls as 2@arly printed books were barely 
distinguishable from the manuscriots which preceded theme 
farly printing attenpts were so successful that the various 
orocesseSs manual ooerations ant presses thenselves changed 
little over the course of more than 350 yearsSe Conventional 
book design which was realted to the 2quipment and materials 
was aJsuv little changed for the same periode Conventions 
dictated the naterials useds the visual forms used to convey 
particular ideas,» the way in which materials and forns were 
combined ani the appropriate size and scale of worke 

Book design was based on the classical Renaissance 
formate Ydeally» typography was to be an invisibles or at 
least transparent» hridge between the writer’s words and the 
readere To be sures these traditional conventtons of book 
design continued into the twentieth century as Stanley 
Morisons typographical director of British Monotype 
Corporations reiterated in his treatise on printing and 
typographys First Principles of Typography (1935). 

According to our doctrines a well-built book is 

made up from vertical and oblong vages arranged in 

Paragraphs having an average line of ten to tweltve 

consistantly spaced words,» set in a fount of 

confortable size and familiar designs the lines 

sufficiently seoarated tc prevent doubling and 

composition being headed by a runntag titlee This 

rectangle is so imposed upon the vage as to 

Provide centres heads foredge and tail margins of 

dinensions suitably related not only to the length 

of line but to the disposition of space at those 


points where the text is cut into chapterse and 
where the body joins the prefectory and other 


pages known as preliminariesSe® 
Additionallys illustration matched the restrained elegance 
of the roman Jetterformss giving the printed page an eveness 
of color and textures creating essentially a homogeneous 
gray pagee The {deal of visual harmony among elements was 
Paranount in classical book designe But the growth of 
advertising in commercially supported newspnarers and 
magazines demanded nore flexibility in the conventions of 
printinge 

In his books Printing Types» Alexander Lawson says the 
traditional conventions of graphic design which were based 


on the book reversed themsetvesn the advent of the 


Industrial Revolutione 


Early in the nineteenth century English 
typefounders produced a variety of embellished 
types designed to emphasize their unique 
characteristics for the single purpose of 
attracting attentione Fat faces» grotesquese and 
Egypt fans--decorative tyres when compared to the 
romans which had undergone but minor changes since 
the Italian fifteenth-centiry perind--were “0t 
flamboyant enough for the new requirements of the 
advertising displaye®* 


New letterforms were designed to fulfill the need of 


advertisers to distinguish their messages from editorial 


contente New and more diverse illustration forms were also 


made possible by the adaptation of Litnography in 1350 and 


the later invention of the photoengraving processe 


¥ Stanley Morison» First Principles of Typography» New York: 
MacMillan Coes 19369 De be 


* Alexander Lawsons Printing Types: An Introdaction. 
Roston: Seacon Pressy 1LD7M1le De 115 e 
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Classical book formats could not enconpnass the contrast in 
overall design of the printed paqee The charges brought on 
by rapid industrialization and the 500n in conmercial 
activity led to a general degradation of aesthetics and 
widespread eclecticism in design in the printing industrye 
The Renaissance concept of the ideal book was no longer the 
dominant form3t in publication designe 8y the turn of the 
century, the orinting industry sad largely lost siaht of the 
traditional ideals of the printed book and was open to 
influence from outsidee 

The violence with which modern typograpyy burst 

upon the early twentieth-century scene refl ected 

the violence with which new concepts in art and 

design in every field were sweeping away exhausted 


conventions and challenging those attitudes which 
had no relevance to a highly industri alized 


soctetye” 


Modern typography has its roots in the art and literature 
movement of the early twentieth centurye Artists and 
writers attacked the rationalism of the time and sought new 
forms of expression that had their origins in the present 
rather than the paste [n addition to their artworks, 
exhibitions and staged events» artists seized upon printing 
becauses Herbert Spencer sSavS» "they clearly recognized it 
for what it properly is--a potent means of conveying ideas 
and information--and not for what it had then become--a kind 
of decorative art remote from the realities of contemporary 
society. "6 


5 Spencers 19699 Pe 13-0 


Futurism 


For the most parte the avant-garde art movement did not 


engage in exnerimentation with tysograPhy to create models 
or new ideal formse Rather, they experimented with 
typograohy in attempts to free it from the straiaht-jacket 
of traditional conventions and to give it an exoressive 
voice which could add emphasis to their messagesSe The 
Futurists» who stressed speeds dynamism and simultaneity in 
their workss demanded that typographic Forms should 
intensify the content of their printed wordse In 1909, 
4arinetti wrotee 

The book will he the futurist expression of our 

futurist consciousnessSe f am against what is 

known as the harmony of a settinge When 

necessarvs we shall use three or four columns to a 

page and twenty different type facese we shall 

represent hasty perceptions in italic and express 

a scream in Fold typeSeeea news Dainterlys 

typographic representation will be born out of the 

printed pagee? 
Furthernores in a technical manifesto on literature 
pubtished in 1912+ Yarinetti sayss "The free expressi ve 
orthography and typography are ssed to express the facial 
exoressions of the readere™ And he catis for the "use of 


onomatoneia--direct onomatopeias imitative and elementale™? 


Marinetti's attention to the expressive character of 
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6 Ibid. 
T Spencers 195% pe 1S. 
8 In Moholy-Nagy» “Literature"™ in The Avant-Garde Iradition 


in Literatures Richard Kostelanetz (ede)s Buffalo: 
Prometheus Bookse 19A2— pe Mle 


Language could be manifest visually with equally expressive 
use of typographye Futurism drew on the new expressiveness 
of nineteenth century commerc‘al typogravhy to represent the 
sharp contrasts in the news modern agqee Typography took on 
a connotative function in addition to its denotative rolee 

In his essay on “Literatures® Moholy-Nagy says there is 
nothing obscure tn the futurist literatures and he warns 
that the reader should not be misled by its unusual form and 
typographye "It is bare of all mystery and metaphysicse 
The futuristic poem is an exact descrintion of facts» 
actions and events in stenographic compressione"? 
Furthermoresy Moholy-Nagy adds» 

Futurist poetry,» according to its follow2rss is an 

uninterrupted spontaneous current of analogies, 

the substance of each intuitively abbreviated In 

tts essential forme Marinetti added a great 

nunber of new elements to contemporary poetry: 

sound effects$ verbalization of sound and sight 

corresvondences’s sound cecllaqes etce An acoustic 

collage €onomatopeia) adapting the visual 

technique of the cubist collages and the 

Simultaneity of AppoLinaire 1s shown in his "Apres 

la Marnes Joffre Viste La front en Autoet? 

(Figure 1) 

Dada 

If Futurist experiments with typography served nore to 
break tradition than as models for new communications then 
Nada can he said to have furthered the tradition-breaking 


cauS@e Nada borrowed much from Futurism tn its use of 


7 Moholy-Nagve Ibids De 936 
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Violent languages concests of dynamism and simultaneity and 


the polemic manifestoe Thee Futurist elements are apparent 
in Da a workse AS Hans Richter notes in his book on Daday 
"The free use of typography in which the conpositer moves 
over the page verticalys horizontally and diagonally» 
jumbles his tyne faces and makes liberal use of his stock of 
pictorial blocks-~all this can be found in Suturism years 
befsre Dadae"!? The fundamental difference between the 
movement<, Richter points outs ts “Futurism had a ogramme 
and produced works designed to fulfill this orogrammee Yada 
not only nad no progremmey it was against all programmese™!? 

Dada was able to smash the conver tions of typographic 
comnunic ation by suspending its belief *n the rationale it 
thrived on shocks provocations the acct ental and the 
immediatee As a results Arthur Cohen sa 39 "Type cane 
alivesy Living things squirming off the pa »» requiring that 
the words be reread and reconceived, that ¢.> writing itself 
be composed as eonsaranny and reaprehended as a living 
voices speaking volumes» chouting and making lovee"t3 

Nada claimed nature as a model for the random and 


3 cidental combinations found in its worke Tristan TZaray 


tt Hans Richters Dada: Art and an Anti-Arts New York: 
Oxford Universtty Press» 19659 De 330 


{2 Thidy De 34. 


'3 arthur Cohens “The Typographic Revolutions” in Q3d3 
aesetryn: Ihe Dislectics of Savelt= Matisar/tovs Crtys 
Coda Presse 19799 De 89 


the author of "Seven Dada Manifestose"** advocated the 


explosion of the cultural sign system hy breaking the codes 
through contradiction and nonsensical combinationse [In his 
articles “The Semiotics of Dada Poetrye” Rudolf Keunzli 
writes: 


In deconstructing the cultural stan systens 
through their own sign pvproductionss the Oadaists 
attempted to convince their audience of the 
arbitrary nature of signsse and thereby to liberate 
them from the prison of th2ir murderous social 
ord@re Through the deconstruction of the semantic 
function of the sign systen the YXadaists hoped to 
disrupt and change the way in which -octety saw 
the worlde Hence the Dadaists are not primarily 
concerned with bringing about change in art or 
ltteratur29 but with deconstructing the whole 
social systemo!% 


Tzara suqgests the role of typography in the process of 
deconstructing the sign system in his Manifesto of 1918: 


There is a literature that does not reach the 
voracious masse [{t is the work of creatorss 
issued Fron a real necessity in the authors 
produced for himselfe It expresses the knowledge 
of a supreme egoisme in which Laws wither awaye 
Every page must explodes either hy profound heavy 
seriousnesss the whirlwinds poetic frenzys the 
newe the eternale the crushing jokee enthusiasm 
for orinciolese or by the way in which it is 
orintede On the one hand 3 tottering world in 
flights betrothed to the glockenspiei of helle on 
the other hands new mene Roughs bouncings riding 
on hicunse Behind them a crippled world and 
literary quacks with a mania for inprovenente!® 


'8 Translated and vrinted in Robert “otherwelle The Dada 
Painters and Poetse Roston: GeKe Hall Coes 1981s dde 
715 ~97 e 


1S Rudolf Kuenzlis "The Semiotics of Dada SPoetrye” in Dada 
spectrums 19T9* 22 366 
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With this prescription by Tzaray and the examples of 
the Futuristse the Dadaists set out to attack the pomposity 
of Western arts letters and civilizatione They used symbols 
in tie most eccentric nannery allowing 2lements to interact 
spontaneouslye They rejected the classical itdeal of harmony 
among all elementse They rejected axial synnetry and 
traditional marginatione So'e works also show a rejection 
of decorative letterforms and ornamentations favoring 
instead the use of heavy rules and borders» sans serif 
letterforns and heavy wood block printse 

Willy Verkauf descrihes the publications of the Zurich 
Nadaists: 


The young artists had discovered in Jule Heuberger 
a printer who showed understanding for radical 
tyrographical experimentse The dadai stS» 
unfettered by any traditions tried to break up the 
rigid set» the regular run of typography by using 
types and blocks of the most widely different 
gradese The layout of the sets was enriched by a 
lively rhythm of black and whites and a new 
effecty rather like a picture was achievede The 
joy of experimenting and creative imagination took 
the place of orthodox typographical tradittione 
Cszloured oaper was introduzed to liven up the 
publicationse Bizarre woodcuts by ArDsy nysterious 
"mechanical designs" by Picabias reproductions of 
works by Ae Giacomettisy Knadinsky and Kleeys 
woodcuts by Hans Richters Lithngraphs by Viking 
Eqqeling and many other things mores adorned the 
pertodicals and other publicationse Marcel Janco 
and Hans Aro illustrated the poetical works of 
their friends with fine woodcuts, distinguished 
for their wealth of formse!? 
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Pages fron Cabaret Voltaire (see “igure 2)5 show what 


from a nodern perspective seems to te a creative approach to 
solving the unique typographical problen of printing tne 
text for 3 simultan®ous poeme Additionallys the spacing of 
text around the two woodcuts does not seem radical from a 
contemporary perspectives yet the use of whit2 space in this 
example was extraordinary for its timee Cabaret Voltaire 
for the most parte printed copy in a single columns centered 
on the pages and used mixed upper and lower _ase letters in 
the traditional combinationse Exceptions include several 
poems orinted in all lower casee 

The covers of Dada (see Figure 3) show an evolution of 
experimentation with typography and graphic desiqne 
Editions 1 and 2 show a generous use of white spaces 
locating artwork along the extreme Left margin of the covere 
Experimentation can be noted in the letter spacing of the 
title. Bolder block sans serif types and experimentation 
with diagonal and vertical arrangement of type is noted in 
Nada 39 S59 an* Te Interior pages from Dada 3 (see Figure +4) 
show generous use of white spaces varving sizes and 
arrangements of typ2 and contrasting weights of woodcuts. 

To summarizes Zurich Oada oeriodicals reflect the 
collective nature of the art movement which existed during 
the late war periode For the most varts the Dada 
periodicals published in Zurich (Dada 175) are catalogs of 


various artworks on exhibit and announcements of upcoming 


‘<) 
ERIC 


showSe Editions nunhber between 16 and 32 paqese The 


pertodical changed upon moving to Paris In 1920 (Dada 6 and 


7)e More radical experimentation with desiqn--especially 
simultaneous placement of type 2n horizontals vert’ cal and 
diagonal axis--was attemptede Alsos Dada 6 and 7 each had 
only four pages consisting mainly of poetry and 
announcementsSe 

Unlike Zurich Dada*s nthili-tic approach to bourgeois 
art and itdeologys German Dada had a different ortientatione 
In founding Club Dada in Berlins Richard Huelsenbeck saw the 
movement as more sociopolitical than artistic in naturee 
John Elderfield writes: 

With Berlin Dada»y *art® thus left the realm of 

idealism and metaphysicss became materialistic and 

pragmatics essentially conscious of present events 

through not only its awareness of artistic 

problems but by continuously interacting with the 

world as a wholes involving itself in practically 

everythinge And because of the disillusionment 

and the violence of the Berlin environment a new 

Primitivism of instincts strength and brute force 

appeared» to initiate the concept of permissive 

counter-violence as an effective way of 

registering proteste!® 
As a results German Dada is much more focused tn its 
criticism of the Exoressionist novement and of the Neimar 
Republice Periodicals like Neyo Jugend (see Figure 5)» 
resemble a newspaper in its use of four-column layout gride 


Multinle type faces were used resulting in sharp contrast 


reflective of the heterogeneous nature of the contente fe 
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8 John Flderfields "Nissenting Ideologies ant the German 
Revotutions® in Studio 1855 Novembers 1973, Ne iBZe 
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Freie Strasse (see Figure 6)¢ shows a bold design concepts 
utilizing a wide variety of types including a traditional 
gothic texts which rarely appears in Dada publications, 
because of all type facess gothic was most strongly 
suggestive of Germany’s past culturee 

The Dadaist manifesto from Dada Alnanach (see Figure 7) 
shows the conventional presentation of text in single 
columns paragraphed forme The radical element can be noted 
in the intervening explosions of words which represent 
shouts of defiancee Oer blyutige Ernst (see Figure 8) used a 
combinat ton of typography and hand-drawn lettering placed 
horizontally avd dizgonally on the page accompanied by 
caricatures of Germa~ bourgeoisie and Serman nilitarism hy 
Georg? SroSze %rosz*sS line drawings are mixed with 
simultaneous messages and contrasted with extrenely bold 


type and rulese 


Constructivism 


The negativism of the Dada movement coupled with its 
denial of purpose made it a short-lived movenente As a 
successor to Nadae Constructivism drew upon the talents of 
former Dadaists and produced a new order out of the 
typographic chaos of Dada workse Constructivisn stressed 
the functional rote of typegrapty and graphic designe Like 
Naday Constructivisn rejected traditional conventionss 
however unlike the Jadaistss the Constructivists sought a 
logic to guide the development of conventions governing the 
seethetics of desiqns 


16 


As was typical of many of the artists associated with 
Constructivisms Kurt Schwitters was active in the German 
Nada sceno for several years before his work can truly be 
aligned with Constructivisme But a discussion of Schwitters 
illuminates the transition several artists made from the 
Nihilistic Nada movement to the more disciplined activities 
of the “onstructivistse 

Kurt Schwitters» whose early work had much in 

common with Dadae was by his intuitive art able to 

transform the anarchy of disordered collages and 

typoaraphy into something positivee His collages 

and typographical arrangements w2re much more than 

statements Of anarchye They were real works of 

art ot? 

Schwitters was not the only Dadaist to exhibit constructive 
tendencies in his worke The cover of Der Dada (see Figure 
9) shows the disciplined definition of graphic space and 


inner relation of elements common to Constructivisme 


Certainly by the time Schwitters published the first editton 


of his Merz publication in 1923 (see Fiqure 19)* he was 
identified equally with the Constructivist mnovemente 
Schwitters moved firmly into the Constructivist camp 
Following his joint effort with £1 Lissitzky on Merz 3-9 
(see Figure 11)-e Sut as early as 19209 Schwitters went on 
record stating his formalist concerne 

Merz stands for freedom from all fetterss for the 

sake of artistic creatione Freedom is not a lack 


of restraints but the product of strict artistic 
4isctplinee?? 
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Schwitters® formalist concerns are noted in the limited 
duter reference of naterials In his collages in favor of the 
developnent of an tnternal syntactical structuree Ina 
discussion of Schwitters*® noetrys» Rudolf Kuenzli notes: 

Schwitters® construct ivist tendancies might 

suggest that his work reflects the “second speed" 

of Daday the production of stew sigqnse Aut 

although Schwitters deconstructs the semantic 

system of language by producing new combinations 

between vowels and consonants and thereby 

liberates the materiality af language» he 

structures this material in a rather traditional 

WaVe Cede in the form of the classical sonatae?! 
Indeeds Schwitters® work does conveniently represent a 
turning point from the deconstructive activities of Dada to 
the beginninas of creating new forms, stressing Primary and 
elenental forms which characterize the work of the 
Constructivistse Constructivisn's mator contribution to 
typography was an appreciation of controlled spacee White 
the Constructivists rejected traditional synnetrys they 
stressed an overall halance of forms and space@e In no way 
is the placement of eiements or their relationshipv to one 
another accidental or ambiguous (refer again to figures 10 
and 11)-2 For the Constructivists, geometrical ly-designed 
letterforms, poarticularly the sans serifsS,» were an 
uncontaninated mediume In the ends the lLetterform proved to 
be one of the elemental parts of universal comnunicat ion-- 
the letter was a Primary element in the reconstruction of 
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29 Quoted in John Flderfields "4erz in the Machine Agey® in 
Arts and Artists» July 1970»9 De STe 
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the new comnunicatione As Lissitsky suyse "Concepts are 
connected hy conventional words and shaped in letters of the 


a}phabeteeethe new book demands new writers!"?? 


Conclusion 

Nada*s influence and contributions to modern typography 
have largely heen neglected or ridiculede Book historian 
Douglas McMurtrie*s comments regarding the strenuous efforts 
made to burst the bonds of typographic tradition in post-war 
Sernany serve as an examplee “These efforts rroduced 3 
"lunatic fringe* of typographic experiments wsose 
*creattions® weres to say the least of thems star tlinge™23 
Despite the deconstructive nonsense and nihilisn of the 
Nadaists,» their work should not be viewed as entirely 
neqativee As Hans Richter says» "A work of arte even when 
intended as anti-arts asserts itself irresistibly as a work 
of arte fn facts Tzara*s phrase *the destruction of art by 
artistic means* means simply the destruction of art in 
order to huild a new arte? "=* 

From this perspectives Nada can he seen as the point of 
origin for the development of a new approach to typography 
that had its roots in the present and was reflective of the 


22 Lissitskve quoted in John Lewitss Typography: Design and 
Practices New York: Taplinger Publishing Coce 19789 De 
We 


23 Douglas YcYurtries The Sook: The Story of Printing and 
Aookmakings New York: Oxford University Presses 19439 pe 
504. 


24 Richters 19659 De 164. 
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social chaos and new technologye Ors as Richard Huelsenbeck 
Stated in En Avant Dadas “Dada was to be the rallying point 
for abstract energies and a lasting slingshot for the great 
international artistic movements.%2% 

The problem taken on by Dada and other avant-garde 
movements was the role and function of art and other forms 
of representation and expresssione DOada can only be 
rejected or passed off as childish anarchy tf evaluated 
according to a system of logic imposed from withoute Peter 
Burger notess "Interpretation that does not confine itself 
to grasping logical connections but exanines the procedures 
by which the text was composed can discover a relatively 
consistent meaning in theme"2® This dialectic approach 
suggested by Burger requires an interpretarion of Dada that 
goes beyond comparing and contrasting Dada with popular or 
traditional forms. Dada nust b2 seen as more than rejection 
of traditional forms and conventions in typography and 
graphic desiqne The intent of Dada was to raveal the 
arbitrary relationship between signs and signifierse 
Language medfates experience and typography nedi ates 
lanquagee y exploiting the expressive potential of 
typographys Dada offered a potential rupture in the doninant 
siaqn-symbol system—--a point from which to create new 


25 Richard Huelsenbecks "En Avant Pada: A History of 
Dadaism” in Yheories of Mogern Arte Herschel Chino Cede)» 
Berkeley: University of California Presse LIO7T1s De 378.4 


22 Peter Burgers Theorles of the Avant-Sardes Minneapolis: 
University of Minnesota Presse 19849 De T9e 
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meanings and relationships. 

Dada cannot be seen as entirely negativee fi: 
chatlenging tradittonai conventions, it sought to reunite 
artistic production with the totality of social activitiesys 
or “life praxise™ The random and accidental character of 
its works can 4e seen as an attenpt to synthesize the 
diverse elements of expression and form in a struggle to 
reflect the chaos of post World War I Europee Dada is 
easily marginalized by some because of its negativitye a3ut 
negation as the basis of a movenent denies it any 
permanencee If it is difficult to see a productive 
influence in Nada itself» perhaps something possitive can be 
recognized in the shadow cast by its ruinse The more 
disciplined approach taken hy the Constructivists made 
something new out of the fragments of Dadae As suche Dada’s 
random characters which was seemingly unfocused from without 
hut subjectively coherant from withins contribut ed--along 
with other avant-garde movements to a reconceptualization of 
relations among elements which guides the conbination of 
forms to vroduce new meanings and to yive new order to 
typographic designe The influence of Dada and other avant- 
garde movements has largely heen marginaltzed in the 
mainstream literatures, despite the fact that sinilar 
experimentation with the expressive characteristics of 


typography and graphic destgn are todav taken for grantede 
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Die Freie Strasse {no. 9), ed. Franz Jung, Berlin, November, 1918. 
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Dada Manifesto from Dada Almanach 


Die Kunat let ln iteer Avetuhrung und Richtung von der Zot abhtagg ia 
der me feb, vad die Kilaniter end Keeatucen beet Fpache Die haehste Funes 
wud dieyenge sein, ie in ten Rewultseanuahatien die teuseadlachen Probleme 
dee Zeit peasenniett, der man aamertt, deh we ath eon den Exptosionen dee leuten 
Woche werfea te& die ahve Gheder immer wieder sater dem Stob des Ittetes 
Tagee zusemmeneueht Ohe besten und uncihtstesten Kunstler werden Cieengea 
oun, Sie aiGadlech dee Freeen dee Lecbeo gus dem Wurrval dee Lebeaskotacabte 
Avsememenreiben, necbissen cn den latelteht dee Jet, blutend en Sinden usd Herren 

Het der Bapresronamus unecee Exwartungen eul eine eolehe Kunst erfatte, 
die eine Butlotege una eatelsten Angelegsahesten ast? 
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